The Church of St. Sophia in Kiev was the see of the metropolitans "of Kiev and all Ukraine-Rus'." Here took place the ordination of the higher priestly hierarchy. It was here also that in 1051 the first metro politan of Ukrainian nationality, Hilarion, performed divine service. Re ligious ceremonies connected with the accession of the Ukrainian grand princes to the throne were celebrated in the cathedral. And here, ac cording to later tradition, Grand Prince Volodymyr Monomakh was said to have been crowned with the diadem and adorned with the shoulder cape St. Sophia -the palladium of the Ukraine, was yearly visited by a vast multitude of pious pilgrims from all parts of the Ukraine and from foreign lands, who spread abroad the tale of its dazzling beauty and enormous riches.
St. Sophia Square for hundreds of years has been the scene of numerous lay and ecclesiastical festivals. In front of the cathedral the clergy and people of Kiev organized a solemn reception for Hetman Bohdan Khmelnyts'ky, who entered the capital after his victorious campaign of 1648. Also before the cathedral the independence of the Ukraine was declared by the Fourth Decree ( "Universal" ) of the Ukrain ian Central Rada on January 22, 1918. From the same place on January 22, 1919 the unification of all Ukrainian lands into one all-embracing Ukrainian State was proclaimed.
The ancient Church of St. Sophia has not remained in its original form. As a result of frequent wars the church was repeatedly sacked and damaged, because the wealth of the Kievan State and the opulence of its churches attracted numerous invaders. In 1169 Kiev was plundered and razed by the Prince of Suzdal', Andrei Bogolyubski. The prince robbed its inhabitants, monasteries and churches, including St. Sophia, and carried away all precious objects, ecclesiastical vessels, icons, crosses, service books and even bells. In 1180 the church was damaged by fire. In 1203 Kiev suffered another pillaging attack under the siege of Prince Ryuryk Rostyslavovych. In the Laurentian Chronicle there is the fol lowing description of this event:
On the second of January, K iev w a s tak en by R yuryk and the descendents of O leg and by (th e troops of) the w hole Cuman land, and th ey did such evil in the R u s' land as had not befallen K iev from the tim e of its baptism . . . not only did th ey tak e and burn P od ol'e, (th e low er c ity ), but th ey also took the m ountain (th e upper c ity ) [ In a report submitted towards the end of the 16th century by a Kievan official to the Polish king it is written that "the church has become a den for wild beasts and weeds grow on its naked vaults." During the rule of the 16th century Metropolitan Eliah Kucha (1577-1578), Bohush Hul'kevych-Hlibovs'ky, the vicar of the church undertook some repairs. In the words of a contemporary document, he "helped and assisted considerably in the repairing of the great Church of St. Sophia, covering it with a roof and shingles, which he payed for out of his own IS purse."9 Nevertheless, a new period of decay began. In 1595, only one year after Metropolitan Michael Rohoza had accepted union with the Catholic Church, the Galician nobles were calling the attention of the Kievan Metropolitan Onesyphor Divochka to the fact that the "Archepiscopal Church of Kiev (i. e. St. Sophia) has been given to some heretic."10 They also pointed out that, under the administration of this "heretic," the cathedral of Kiev lacked roofing, its ceiling and vaults were in need of repair, the building had settled and threatened to collapse -for which reasons services in the church had been discontinued.
The Catholic Bishop of Kiev, Wereszczynski, has left the following description of St. Sophia in 1595:
This priceless shrine w a s of elaborate construction, n ot only w ere its w alls faced w ith stone resem bling chalcedony but w ithin, in stead of paintings, it w a s adorned w ith holy im a g es in m ulticolor, gold, enam eled stones. So sk illfu lly w ere th ese icons m ade th a t the sa in ts represented upon them m ig h t appear to be a liv e .. . The church is crowned by tw elve cupolas and over the middle, in lantern form , rises the thirteenth, the dome. Inside, th is dome is em bellished w ith exquisite m osaics of the four E v a n g elists and the other A p o stles and adm its sufficient lig h t into alm ost all the church. M any are th ose who agree th a t in all Europe no church could be found w hich w ould outshine th ose of C onstantinople and o f K iev by the richness of th eir adornm ent. . . U n fortu n ately at the present tim e th is shrine h as becom e a sh elter for cattle, horses, dogs and sw ine and its rich adornm ents are w ashed aw ay by rain trick lin g down through the holes in the roof. In som e p laces its w a lls h ave begun to collapse. . . H a lf of the cau se of all th is lies w ith the n eg lig en ce o f the K ievan m etropolitans and the indifference of the nobles of the Greek faith, n Detailed as is this description it hardly attests to the Catholic bishop's objectivity, since it is difficult to place the blame for reducing the church to this state on the Ukrainian metropolitans.
In 1596, Heidenstein, secretary to the Polish King Sigismund III, described the church as follows:
The Church of St. Sophia is in such a deplorable sta te th at services have been discontinued there. . . E ven today one can d istin gu ish tra ces of its p a st g rea tn ess and opulence. The w hole shrine is covered w ith m osaics and fresco es after the m odel of C onstantinopolitan and V enetian churches. It is second to none w ith resp ect to its structure and the sk ill of its w orkm anship. The narthex and the colum ns are of porphyry, m arble and alabaster. Still th is m ost beautiful edifice is in such a sta te of n eg lect th a t it lack s a roof and every day brings it nearer to com plete ruin.12
The description of the St. Sophia Cathedral which we owe to another observer of the end of the 16th century is not devoid of interest: A m on g the ruins there tow ers the Church of St. Sophia, built lon g ago a fter a Greek m odel w ith a g rea t expenditure of m oney and labor. Its floor is covered w ith m osaics, and gold and azure are still sh in in g in its v a u lts and chapels. In the edifice itse lf the colum ns are of porphyry and a lab aster.із Between 1610 and 1633, the Church of St. Sophia was in the pos session of the Uniates. But even before that time a certain Priest Philip gave a silver ark belonging to the church to the Archpriest (protopope ) Ivan Ostrovets'ky who took the reliquary and "sold to various persons stones hewn from the pillars and steps."11 In 1605 the Church of St. So phia was taken away from Priest Philip and again became the cathedral of the metropolitan and the church for all clergy and faithful of Kiev. However this did not last long for, as a contemporary document records, "in 1609 there were no services in St. Sophia and priests stopped coming with crosses to celebrate there."15
In 1621, the inhabitants of Kiev complained that a certain pan Sadkowski "stripped the Church of St. Sophia, took the lead away (i.e. pulled off the lead layer from the roofs of the cathedral) and deliberately cov ered the roof with slats so that the building's remaining parts might fall down as other walls had already done." The petitioners asked that the church at least be thatched "in order that it may not rot away."10 Athanasius Kal'nofoys'ky, a monk of the Kievan Pechers'ka Lavra Monastery describes the state of St. Sophia in a passage of his Teraturgima (1638) : "on the 6th of September, 1625, when Thomas Zamoiski was voivode, the entrance of the cathedral was blocked by a piece of a wall which had fallen and by a heap of rubble. Fissures could be seen in many places in the walls."17
The Ukrainian clergy made every effort to reclaim their church from the Uniates, even approaching the Polish king on this matter. In 1632, King Wladyslaw finally granted that the church be returned to the Ortho dox, but it was not until the next year that the Metropolitan of Kiev, Peter Mohyla, took over the cathedral from Joseph Velyamyn Ruts'ky, the vicar of the Uniate metropolitan. The church, however, "had no roof and lacked adornments within and without."18 It is probable therefore that the mosaic floor of the church was destroyed some time between 1497 and 1633. P. Lebedintsev places this loss in the years 1610-1633.10 The L'viv (Lemberg) printer M. Sl'ozka informs us in his edition of a collec During the repair of the southern and northern lateral galleries a story topped with two cupolas was added over each and new naves and altars in these new additions were installed. The restoration made neces sary certain changes in the roof. The ruined spires of the towers were covered by new cupolas. The southwestern cupola was completely dis mantled and built anew over the baptistry so as to obtain a symmetry with the northwestern tower. Naves with the Ascension and Transfigura tion altars were constructed under these towers. The exterior entrances to the towers were walled up and new openings cut from the interior of the church. The walls of the church were made flush with a cornice and adorned with baroque pediments; the western wall was outfitted with a beautiful baroque fronton (removed, along with some of the pediments, in 1887). All the cupolas, which were originally hemispherical, were given the pear-shaped baroque form characteristic of the Ukraine. The warped walls of the southern and northern lateral galleries were buttressed to support both the first story and the western exterior wall which were being erected above them. Two of the buttresses supporting the altar apses had been built as early as the time of Peter Mohyla, as may be ascertained from the sketches of Westervelt iconostasis built, with a royal gate of silver and gold, to replace that frorn time of Metropolitan Mohyla. Zaborovs'ky also adorned the church with silver chandeliers.
By "Her Majesty's Ukase," dated 1786, the Cathedral of St. Sophia was shorn of all its estates, the major part of its lands and its fishing tithe. The same ukase ordered discontinued the payment of a treasury subsidy to the cathedral. At the same time the monks were expelled from the cathedral monastery, and the church itself was renamed the Sophia Cathedral Church of Kiev (Kievo-Sofiiski Kafedral'ny Sobor).
Between 1742 and 1757 the Kievan Metropolitan Timothey Shcherbats'ky had the roofs of St. Sophia covered with tin and the bulbs of the cupolas gilded. In 1843 a piece of plaster unexpectedly fell down in the Theodosius altar next to the archpresbyter's sacristy, laying bare ancient frescoes. When the painter F. Solntsev, a member of the Academy of Arts, was notified of this disclosure, he expressed the opinion that the walls of the whole church might be covered with similar frescoes. A re port on this important discovery was submitted to Emperor Nicholas I who» "deigned direct the Holy Synod" to "find the means for the uncover- we find still another, a priest by the name of Joseph Zheltonozhsky, working at the restoration of the frescoes.
In this period almost all the frescoes of St. Sophia were thus "re stored," the only exceptions being those of the Michael altar. Between 1843 and 1853 a total of 2,487 entire fresco compositions, individual figures and ornaments, were either re-touched or painted over completely. It is true that Academician Solntsev cannot alone bear the responsibility for this "restoration." In the first place, he was not the only member of the committee and, in the second, he was too busy a man to be able to supervise the work or to convince other member to employ the proper restoration methods known at that time.
Academician Solntsev made a very important contribution to the sub sequent scholarly investigations of the church by his exact survey of the building. His reconstructions and detailed sketches of mosaic and fresco compositions later appeared in two luxurious atlases.23 A series of other works were carried out in the interior of the church. The dome, the vault of the main nave and the background between the figures of the saints were gilded. To open a view upon the altar mosaic, the upper story of the main iconostasis was removed and the remaining part gilded once more. In 1864 the floors of the church in all the naves, galleries and even the steps of the towers were covered with cast-iron plates patterned in relief. In the same period a new story was added to the bell tower and its cupola covered with copper and gilded.24 In 1882 an exonarthex was built on the site of the collapsed western part of the gallery between the baptistry and the northwestern tower. Under it a furnace room was installed at a considerable depth to provide heating for the cathedral. In the process of laying the channels, which ran deep under the floor, parts of the original flooring were completely destroyed.25 About this time the beautiful Baroque pediment of the western facade, dating from the end of the 17th and the beginning of the 18th century, was remodeled. Also the roof of the cathedral was changed from ridged to semi-circular, following the shape of the arches, vaults and cuDolas, as it was in the time of Yaroslav the Wise. Thereafter, no im portant restoration activity was undertaken in St. Sophia for a long time except for routine repairs and clumsy attempts at fastening the mosaics to the walls where they had pulled away. They were reinforced simply by driving large nails into the walls. by Communist Party members. The remaining museum personnel no longer dared to defend the art treasures. As a consequence of this the valuable collection of the bishop's vestry, the so-called skarbets9, was lost. It contained such relics as the silver-plated Cyprus cross of Metropolitan Macarius (16th century), the six-armed cross of Met ropolitan Joseph Tukal'sky, a panagia (an image worn around the neck by bishops) with a crucifixion and a head of St. John the Baptist, a panagia in the form of an eagle above which angels held a crown (18th century), a panagia of Gedeon Chetvertyns'ky set with amber, a panagia of R. Zaborovs'ky set with diamonds and rubies, and a panagia of Samuel Myslavs'ky (1784). One ivory panagia bore the inscription "In the year 1580 Gedeon (i.e. Balaban), Bishop of Lviv." Moreover, the vestry con tained valuable gold-plated mitres, set with precious stones, and richly bound gospels dating from the 17th to the 19th centuries, etc. Among the precious vestments confiscated by the Government the following deserve special mention: the robe of Gedeon Chetvertyns'ky made from gold bro caded satin embroidered with pearls and diamonds and his amberencrusted staff; two silver brocade sakkoi of Raphael Zaborovs'ky em broidered with diamonds; a brocade sakkos and an omophorion of the Metropolitan Joasaph Krokovs'ky; a Georgian omophorion dating from 1611 with scenes representing the twelve annual feast days embroidered in gold upon it; a sakkos made from a Venetian mantle which had covered an 18th century statue of the Madonna. Between 1935 and 1937 eight Baroque iconostases, all works of local Ukrainian artists of the 17th and 18th centuries, were dismantled. The most valuable of them was the ico nostasis of the Altar of the Presentation ' (18th century), which had formed the middle story of the main iconostasis and was transported to this altar in 1888. Other destroyed iconostases were those of the St. Nicholas and St. Andrew altars, the valuable iconostasis of the Epiphany Altar on which the story of Christ's baptism was carved, that of the Transfiguration altar on which Mount Tabor and the Transfiguration were depicted and that of the Passion altar representing the Crucifixion. The Government ordered the gold leaf stripped from these monuments of Ukrainian Baroque wood carving and the carving themselves burned. The royal gate, weighing 114 kilograms and made of silver reliefs covered with gold, which was located in the main iconostasis, the work of the Kievan masters Volokh and Zavadovs'ky (1747), was taken away. Among the other objects removed from the cathedral were four silver candelabra of the 17th century, which hung from brackets in front of the icons of the main iconostasis, and the silver vestments of the four main icons, the so-called Namisny ikony. The silver coffin containing the relics of Met ropolitan Macarius, which had stood in the St. Michael nave in front of the iconostasis, was also removed. Chandeliers from various parts of the church disappeared: one, which hung above the central part of the temple, a bronze work in the Ukrainian Baroque style of a prominent master which was donated by Metropolitan Raphael Zaborovs'ky in the thirties or forties of the 18th century. Two larger chandeliers were removed from before the altars of Joachim and Anna and that of the Three Pontiffs. was arranged in the Nave of St. John the Theologian. In the process of the remodeling, the shape of the 17th century windows was changed, all the religious paintings were whitewashed, a new floor was laid, andto cap it all -a monstrous gypsum statue of Stalin installed. When large exhibition frames with architectural models and parts of the statue of the "genius of mankind" were being carried up the narrow spiral staircase to the St. John nave, the 11th century frescoes of the north western tower were badly scratched. About the same time the Dormition nave was transformed into the museum office where all the wall paintings were covered with whitewash, among them the beautiful 18th century picture of the Holy Virgin's Dormition. A parquet floor was laid on a damp and badly insulated foundation so that it moulded and buckled in places and the damp rot also endangered other parts of the building. The Transfiguration and Ascension Chapels, in both towers, were converted into auxiliary museum offices, a photographic laboratory, and so forth. Here, changes were made in the ceiling, the walls were plastered over and all the 18th century Baroque iconostases were dismantled. 
GENERAL CHARACTERISTICS OF THE ARCHITECTURE
The plan of the Kiev Cathedral of St. Sophia as it looked after the addition of the exterior galleries is a rectangle measuring 37.5 by 55 meters (119 by 180 feet) with its longitudinal axis running from north to south. Piers, in section cross-shaped, divide this rectangle into five naves which end with semicircular altar apses in the east. An exterior gallery of one story extends around the remaining three sides of the church, behind which rises the second story of the inner gallery. On the outside, the center (i.e. the main) apse is pentagonal while the remaining apses are semicircular.
The central nave (7.5 meters in width), as well as its apse, is twice the width of the lateral naves. Behind the first row of piers (counting from the apses) runs a broad, transverse arm intersecting all five naves. This arm is equal in width to that of the central nave and forms the cross ing (or central square) of the church which is crowned by the dome. Two other transverse arms run parallel to the main one on the western side of the plan's rectangle. Their width is the same as that of the lateral naves. Both these transverse arms form, by intersection with the lateral naves, a system of smaller squares symmetrically divided by the longitudi nal axis of the main nave. Thus they carry out the rectangle of the plan and make the composition logical and structurally justified.
On the north, west and south the original five-nave body of the church is girdled by two galleries, the interior of two stories and the exterior of one. In the eleventh century the one-story galleries were open and had the form of girdling which may still be observed today on Ukrainian churches of the 17th and 18th centuries. On the north and south, the exterior galleries, composed of pillars, arches and vaults, were covered with low sloping, half-pitched roofs. These galleries were composed of flying buttresses arranged two-by-two and roofed in transverse barrel vaulting. The arrangement of the western gallery was probably the same. The latter filled the space between the two towers standing at the north western and southwestern corners of the church. These towers were asymmetrically placed with respect to the axis of the main nave. The northwestern was probably built about the same time as the original church; the one opposite is of later construction. A chronicle reference to the second consecration of the cathedral by Metropolitan Ephraim (1055-1062) led P. Lebedintsev to believe that this consecration took place on the occasion of the completion of the exterior galleries and the southwestern tower, which had been ordered by Prince Izyaslav Yaroslavych.32 32 p . Lebedintsev, O pisanie K ievo -S o fiisk a g o K afedraV n ago S obora (K iev 1882), pp. 5, 71. S p eak in g of the second consecration o f St. Sophia, P. L ebedintsev sta te s th a t "th is second consecration w a s probably occasioned by the erection of the galleries encom p assin g the church on three sid es and of the second tow er in the sou th w estern corner o f th e edifice." I. Morhilevs'ky has offered a very interesting hypothesis concerning the addition of the gallery and tower. During his investigation of the baptistry, he found that a flying buttress, since destroyed, did not abut against the brickwork of the pilaster of the transverse wall but touched directly on the frescoed surface. Therefore, Morhilevs'ky concluded that the construction of the exterior galleries was undertaken at a time when the main body of the church, including the interior gallery, was completed and already partly decorated with wall paintings. He considers that the builders of the cathedral, whose knowledge of engineering problems was quite adequate, planned from the very outset to add the galleries but that the work of the guild of wallpainters was not very well synchronized with that of the bricklayers. In consequence, the painters, knowing before hand which would be the interior walls, covered them with frescoes, but they did not allow for the places where the flying buttresses support ing the structure were to become one with the pilaster.33
During the extensive restoration undertaken between 1690 and 1707, when the rotted spires of the towers were being re-roofed, the cupola of the southwestern tower was completely dismantled and another erected over the baptistry to make it symmetrical with the north-western tower. In the 12th century, during the reconstruction of a part of the western exterior gallery, the baptistry itself probably was built. At first it was entered from the outside, then this opening was made into a window and a new entrance cut through the southern wall of the narthex. The 12th century baptistry apse was built in the aperture of the lateral arch of the southern interior gallery.34
The In the 17th and 18th centuries the exterior walls of the cathedral were plastered, but originally the above-mentioned technique, with its finished edges and smooth strips of mortar between layers of brick, pro vided adequate decoration. Since remnants of frescoes have come to light in some places on the exterior of the church -for instance, on the pillars of the arcature and the arches of the exterior arcades -perhaps this has led certain investigators to believe that the whole exterior of the church was originally covered with plaster.
But among the exterior architectural embellishments, only fragments of slate cornice, set into the walls at the level of the imposts in the arches of the exterior gallery, and slate imposts of the semicircular heads of the door and window apertures of the enclosed gallery of the interior arcades, have been preserved. In the main altar apse, slate imposts of arched heads remain in the jambs of the windows, as do the shafts, skillfully executed from gauged or hewn brick, which run along the corners of the altar apse walls. Similar shafts still exist in the drum of the main cupola. The typ ically Byzantine blind windows, in the form of two or three round-headed niches set into each other, are also well preserved. Still there are several details which seem to prove that most of the outer walls of St. Sophia originally were free of plaster. Such are the meander-like ornament, skill fully executed in brick, set sideways into the wall (uncovered while taking soundings in the north w all), a brick cross set between the arches of the southern exterior arcade, and the decorated arched heads of window and door apertures and niches. A meander frieze also has been uncovered on the main cupola above the windows.
The domed Greek-cross plan of St. Sophia with its supports sym metrically arranged around the crossing is roofed with barrel vaulting. The barrel vaults rise step-by-step toward the central cupola so that the sections of the lateral arms of the cross which are nearest to it are some what higher than the vaults of the adjoining sections (see cross section of plan). In accordance with this graduated height of the vaults over the arms of the cross toward the main dome, the smaller domes also mount progressively. The original construction of St. Sophia contained thirteen cupolas; not the fifteen, eleven or nine that certain recent authors have maintained.35 The number of the thirteen original cupolas of the church was indicated in the composition of the plan but it also had a symbolic meaning, representing Christ and the Twelve Apostles. The four larger cupolas, which symbolize the four Evangelists, surround the dome, while six of the eight minor cupolas are arranged in groups of three in the western part of the church over the intersection of smaller transverse arms with lateral naves. The last two rise above the pre-apsidal parts of the first and the fifth nave. All the cupolas were spherical in form -a feature characteristic of Byzantine architecture. There were no rafters over the cupolas and vaults. Consequently, there was no garret and the original lead roofing lay directly on the spherical surface of the cupolas and the cylindrical surfaces of the vaults.
The smaller cupolas of the church are of unequal height. The four directly adjoining the main cupola rest on drums much higher than those of the remaining cupolas. This increasing height of the cupolas corre sponds to the progressive rising of the vaults in the direction of the dome. All this logical compositional system of architectural masses mount ing from the periphery toward the center is paralleled by the increasing volume of the apses which in rhythmic proportions progress outward as they rise upward toward the main apse (which is twice their width). The general composition of the structure -the lateral apses, the vaults, and the cupolas pyramiding toward the dome -creates a noble harmony of architectural masses consummated in a majesty of light and shade. The length of the main nave, measured from the western wall to the altar apse, is almost the same in both churches. So is the arrangement and the number of transepts which create the same number of transverse sections, namely, six in both cases. The two outer (western) sections constituted the western parts of the gallery in the two churches. With regard to the number of longitudinal naves and lateral galleries the difference between the plan of St. Sophia and that of the Tithe Church consists solely in the fact that one nave and one internal two-story gallery were added on the southern and northern sides to the three central naves of the Sophia Cathedral.55
